CRITICISM   AS   PURE   SPECULATION

sical feelings, and those attested by other audients,
as the sufficient index to some overwhelming human
importance which the musical object has for us. At the
same time it would be useless to ask the feelings pre-
cisely what they felt; we must ask the critic. The safest
policy is to take the simplest construction, and try to
improvise as little fiction as possible. Music is not
music, I think, until we grasp its effects both in struc-
ture and in texture. As we grow in musical understand-
ing the structures become always more elaborate and
sustained, and the texture which interrupts them and
sometimes imperils them becomes more bold and un-
predictable. We can agree in saying about the works
of music that these are musical structures, and they
are richly textured; we can identify these elements, and
perhaps precisely. To what then do our feelings re-
spond? To music as structural composition itself; to
music as manifesting the structural principles of the
world; to modes of structure which we feel to be onto-
logically possible, or even probable. Schopenhauer
construed music very much in that sense. Probably it
will occur to us that musical compositions bear close
analogy therefore to operations in pure mathematics.
The mathematicians confess that their constructions
are "non-existential"; meaning, as I take it, that the
constructions testify with assurance only to the struc-
tural principles, in the light of which they are possible
but may not be actual, or if they are actual may not be
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